Ever since the prehistoric age, people have been endowing some objects with symbolic status and, by animating them, they have turned them into means of communicating profound truths about man and life. The need to communicate led to conceiving a system of representation through which exterior forms of expression were created and assumed, a particular way of making the invisible visible.
sacred object became ways of communicating, of conveying the great dilemmas of the man of that time.
The symbol of an original ancestor was represented through a series of practical objects and ritual actions. In these types of manifestations, according to animist beliefs, the object seen as an instrument for spiritual protection, speech and unintelligible gestures became the main means of communication. Therefore, the family/clan created the first spectacular forms of manifestation and, implicitly, this is how the first scripts were born, inspired by myths.
A ritual meant going through several stages, among which there were: building the sacred object, establishing a plan, a script, creating a choreography, designating a performing area and creating a soundscore.
The temple, the shrine or the space surrounding the totem would become the stage. The instruments (idiophones, performed solo or in groups) and non-instrumental sound material (onomatopoeias, squeals, whistles, shouts etc.) would create a mythical atmosphere.
The material means (the object), the choreography and the music would transform the myth into a ceremony, a representation. The animation of the object that symbolized the archetypal ancestor would be done according to the theme of the dance/pantomime. Therefore, the ritual forms of manifestation were born out of man's need to transmit these animistic beliefs. Most probably, in the ritual there were also used certain spoken formulas and/or various sounds made by percussion instruments. Pantomime, mimicry and the costumes of those who practiced the rituals had an essential role for the community because, through them, the people of those times, led by a shaman, could convey actions that were specific to hunting rituals, funeral acts, magic/religious ceremonies etc. Funeral acts, according to Cristian Pepino's subchapter "Jocuri Funerare"/"Funeral Games" 1 , had a psychological function, as well as a social function. These funeral acts included many traditional elements. In a funeral act, the main element was creating a wooden statue 2 as a representation of the deceased. The other elements were done according to this object. This led to the appearance of a funeral rite, that of animating the deceased. 3 In the appearance and evolution of this phenomenon, magic played an essential part, leading to a model of reality. In time, the creators of these forms of manifestation realized that animated objects could help them express their ideas, their beliefs, themselves. Therefore, this system of communication was a specific form of knowledge and representation for the human being who was preoccupied with finding answers for existential questions. Between the evolution of representation techniques that were specific to the art of animation theatre and man's relation to divinity, society and nature there appeared a relation that was based on the connection between the collectives' mentalities and the forms of representation that would later be specific to theatre. 4 Animating an object was an activity that, in time, was magical, religious, or ludic. The functionality of the instruments used for commemorating mythical history underwent a process of transformation. would be sacrificed." Cristian Pepino, Automate, idoli, păpuşi -magia unei lumi, Editura Alma, Galaţi, 1998, p. 60, our translation. The cathartic function replaced the mimetic one, and the sacred character of the mythical representation was replaced by playfulness. The animator of the mask, statuette or the object that was used for conveying a certain archetypal behaviour, satirizing or criticizing human habits and customs was completely entitled to do this as he was representing the archetypal ancestor.
The theatricalization of the customs in which archetypal heroes and the history of a tribe were playfully commemorated led to the appearance of types of performance that were typical for popular theatre. The predisposition for dramatizing overlapped the appearance of the wish to animate objects. This tendency to embody and convey the behaviour of archetypal ancestor with the help of objects led to the appearance of the art of masking.
Masks were just one part of the means for representing man's disposition for self-doubling and representation. Some of the other means are figurines, with or without mobile elements, which later led to the traditional types of puppets and marionettes. According to the animation system and the necessary performing space, the forms of representation would then be categorized as shadow performances, Bunraku puppet shows, handheld puppet shows, marionette shows. These types of performances evolved in the context of universal puppet theatre.
In time, the many forms of expression of the art of animation theatre underwent a process of reorganization and improvement. In the stage images proposed by these forms of artistic representation of life, the spectators could see various cultural behaviours, attitudes, typologies of well-known heroes and antiheroes. Given their strong impact 5 , the forms of representation 5 "Catching the audience becomes the motor-objective of the act of scenic creation, and the diversity of forms of expression this art has known in time and space can be synthesized as a process of dismantling, restructuring, developing and improving that finally determines an action of construction and reconstruction of the meanings of culture in this context in which there appeared the specific form of scenic expression. The impact is that much stronger as the spectator is able to identify in the scenic image (or the dramatic text) certain cultural behaviours, attitudes regarding social life, certain typologies of heroes or antiheroes." Anca Doina Ciobotaru, op.cit., p. 86, our translation. specific to animation theatre became part of the process of construction and reconstruction of the meanings of culture.
We are not trying at all to exaggerate the value of the communication elements used in the concrete forms of puppetry language. However, we are sure that the cultural institutionalization of man was accomplished with means and forms of communication that are specific to the language of puppetry. Cultural institutionalization does not mean creating an institution, but the establishment of the concept of man's humanity. The generalization of this idea was accomplished, among other ways, through this form of artistic manifestation, this way of communication.
We would also like to remember the fact that, in order to express himself, the primitive man used hand gestures, head movements, mimicry. Through them, the individual and the community managed to describe, to render feelings, states, thoughts. Gestures and behavioural attitudes helped assure there were clarity, honesty and precision in interpersonal communication, in transmitting messages. It is obvious why the creators of theatrical language have "taken them", "kept them" among their means of representation.
Although some may argue that these means of expression are rather specific to the manner of interpretation that is specific to drama, we remind them that, from our perspective, the art of animation theatre is a form of drama that is subordinated to plastic arts and rhythmical arts. Therefore, we are certain that, from an anthropo-semiotic point of view, the genesis of puppetry, or, to be more precise, the genesis of some puppetry specific means of communication must also be looked for in this system of expression.
Hand gestures and head movements are theatrical means of communication. In puppetry, in the scenic (re)creation of the behaviour of the character that is represented by the animated object, the creator of puppetry language also uses these elements. These means of communication are used for their simple and clear ability of transmitting states, feelings, for their capacity to synthesize and suggest what is universally valid for human behaviour. This also explains the fact that the audience easily recognizes themselves in the way of representation of animation theatre, their ability to easily perceive the meanings of the gestures of an animated object.
Through its power to generalize reality, the language of animation theatre has proven that the most profound feelings can be rendered with the help of its means that are created and assumed as symbols. Yet the external elements of puppetry language, the puppetry means of communication only reach the status of symbols in the moment of animation, the moment when the creator of puppetry language makes meanings reach the necessary depth and emotion. Through animation and interpretation, the detachment of the sign from reality occurs, which makes the audience believe that everything happening there is as if it would be. Thus, puppetry becomes a semiotic situation 6 , and the puppeteer's means of communication become anthroposemiotic signs.
In puppetry, means of communication function as anthropo-semiotic signs because the animated object has always been an expression of human thoughts, a symbolic expression of the human being. In front of visual and auditory metaphors that are specific to the language of puppetry, the audience feels what M. M. Koroliov states, too: "The figure of the puppet constitutes in the depth of the soul a primary symbol." 7 The animated object, the main means of expression and artistic communication of the creator of puppetry language, the creation of their phantasy and imagination, must be regarded as a theatrical sign, and not an ornamental creation. A system of construction or handling becomes a means of theatrical communication when, thanks to the act of animation, we clearly understand that the object itself is no longer part of common reality, but it is completely used in the theatrical act, where it becomes a plastic metaphor.
In the concrete form of puppetry language, in the performance, the animated object, the anthropo-semiotic sign becomes a theatrical sign that 6 "The performance is a semiotic situation, with a certain nature, it contains elements between which there are meaning-bearing relations. Meaning is born between people who communicate and reality, between people and the sign, between the sign and the other signs in the system." Idem, p. 43, our translation. 7 Mihail M. Koroliov, Actorul şi scenograful în teatrul de păpuşi, în Teatrul de păpuşi în lume, Editura Meridiane, Bucureşti, 1966, p. 31, our translation. has a profound psychological effect on the spectator, no matter their age. This effect on the audience can be explained, on the one hand, by the fact that, during the performance, the act of communication through puppetry language, they are witnessing a live process of animation; on the other hand, the effect is also due to the fact that everything that happens during an animation performance has recognition as finality. The miracle of animation happening here and now takes the animated object out of the sphere of plastic arts and into the art of theatre.
Object animation has always found psychological basis in humans' wish to ask questions and find answers regarding their condition. This means of communication has proven an unusual power to communicate. The expressive power of puppetry stems from the artist's faith in the effects of their means of communication, the animated objects set in motion and conflict, obeying the puppeteer's will.
Playing that involves animating objects has become a way of accessing human conscious and subconscious, and, at the same time, a way of adapting to the environment. This has caused the others' wish to comprehend the representation code. For the creator of puppetry language and their communication partner, the audience, playing that involves animating objects in order to convey human behaviour can be translated through these verbs: to associate-to dissociate = to select, to unify = to concentrate or to synthesize. This way, the partners in this type of communication code and decode messages, they transmit them from one system of signs to another. This way, these operations in action presents, in the end, human types in different situations, heroes who manifest in a scenic context that leads to discovering the structure of the particular. This way, they determine the knowledge and understanding of universally valid humanity.
In fact, through their playing at the beginning of each stage of creation, the creator of puppetry language brings what is external and observable to that nonverbal behaviour that is born from the subjective interior of a human type, which they try to present in its general lines in the scenic behaviour of the animated object. And because of this, the concrete forms of puppetry language, the animated theatre performances are not miniature representations of dramatic theatre. The puppet-characters, materials that are animated by the handler, the puppeteer, must not be seen as substitutes of dramatic actors.
The origins of puppetry have been presented in many specialized writings, but in very few of them the authors have analysed the origins of this art from the perspective of the motivations that generated the human need to communicate through animated objects.
In general, in regard to the apparition of animation theatre there are statements like the following: the art of animation theatre appeared when man first thought of animating an object. This type of information, just as all theories of animation theatre, unless they are analysed in the complexity and phenomenology they imply, cannot be of practical, concrete help for the one who wishes to learn the art of puppetry communication.
The aforementioned statement is one of the fundamental truths of the art of animation theatre. Together with other expressions used for defining the field of puppetry, it has become a banal expression. The profound truth implied by this system of communication has remained, for a long time, unclear to those who have only approached it from the perspective of historical systemisations and who haven't offered (to others and themselves) a complex description of the real causes of the genesis and evolution of puppetry language.
There were very few those who have truly tried to know what determined the human being to try express their unrests through animated objects, what made them want to animate objects and, most importantly, why they wanted to communicated through animated objects a series of fundamental truths concerning universal problems.
Through the systemisation we have given in other papers, we wanted to emphasize that, in order to communicate through puppetry, autonomously, one should know not just what means, procedures or techniques of expression are specific to puppetry, but, most importantly, what can be expressed through them.
If playing is, generally, a free action, it means that this quality of the activity has given the puppeteer the freedom to invent their means. Although inventing them seems like playing, the activity is a creative act in which "old elements, known by rearranging them in different contexts and reference systems, transform into new structures and syntheses." 8 It is a process that implies the existence of a creative personality, with all that this involves.
Man has used object, gestures, unintelligible speech as a means to communicate the essence of human behaviour confronted with the problems of life. Through them, through their working instruments, the creator of puppetry language has tried to create vibrations that can act in the being of their communication partner. The expressivity of their means of communication has reflected dynamically the course of events and the characters serving as inspiration in the creation of ways and means of communication. Because of this, this system of expression, puppetry playing corresponds to the typology of games with cultural function that fulfil "ideals of expression and social ideals." 9 The means and concrete forms of puppetry language, the performances are born from playing and as playing. But every time, communication made in the style of puppetry has a certain something. We refer, of course, to the aspect also emphasized by Johan Huizinga, the meaning that is present at every one of homo ludens's representations and, we stress, especially in puppetry performances.
Although there still is some uncertainty surrounding the fact that, in man's evolution as a spiritual and social being, the communication of profound truths about man and life, the socialization of the individual and even their education are processes that, for a very long time, have been done through means and forms of manifestation that present puppetry characteristic, we do not avoid the analysis of this. In this paper, we only recall these aspects: puppetry playing appeared and evolved in the context of community customs; the basis of the configuration of the style of puppetry language consists of community laws or customs. In this regard, the following have been stated:
"The basis for the prescription of silence or speech consisted, aside from ritual motives, of practical measures. Silence represented an act of magic communion, as well as an act of public disguise. The one who would perform a complex magic action in the masked game had to shut up in order to keep his magic power, and in order to not be reproached by the audience, who weren't always capable of understanding what certain 'playing grimaces' meant. Opposed to silence, the speech of the masked had the same purpose. It wasn't common speech, with normal tone and timbre, but thickened or squealed speech, guttural or nasal, cursive or interrupted, that could hide the speaker. Under these conditions, the masked player could say in public either unintelligible words for evoking the state of communion with ludic demons, or intelligible, spirited ones, used for morally sanctioning those who strayed from the rules of good behaviour in the village community." 10 Unintelligible speech, onomatopoeias, silences are some of the means of communication that are specific to the style of puppetry. An animated object cannot speak in a realist manner and the puppeteer modifies the qualities of their voice while performing. We gave the entire quote from Romulus Vulcănescu's Măştile păpuşare (Puppet Masks) because we wanted to give an explanation, from an antropo-semiotic point of view, for certain statements that are usually made in regard to the description of puppetry playing: the puppet's silence is sacred, the moments when the puppet is silent create tension, they keep the audience in suspense.
Our conclusions regarding the idea that the language of puppetry is a code for remembering and theatricalization of human behaviour in generally valid lines are supported by the fact that cultural symbolism has been created and expressed, since the beginning, in an "analogue", "syncretic", "universal" language, through means of communication that have puppetry characteristics. The theoreticians of art have "omitted" researching the fact that skilfulness, ability, the ease of giving answers to the fundamental problems of life and human behaviour became capacity and dexterity in creating and interpreting cultural symbolism due to the means, procedures and techniques that imposed archetypal themes as cultural symbols. Instruments and ways of creating and communicating the expressions of animist mythology were all the types of masks, marionettes with vertical or horizontal strings, all those objects that, in the manifestation of a sacred or profane feeling were animated, carried or played during ritual dances or pantomimes. The behaviour of the mythical ancestor or the totemic hero was suggested through them and suggestive gestures and vocal interpretation made in the style of puppetry. In conclusion, through the means of communication that are specific to the language of puppetry, man created and assumed exterior forms of expressing sacred or profane feelings, a particular way of making the invisible visible.
